often abandoning lyrics in favor of vowel colors only. But he never forsook the concept that music must serve the common welfare of the people. 2 After 1933, when Hitler's party gained power, Rosenberg, as a Jew and as a Socialist, was forced to resign his conducting positions. He soon returned to his native Poland. In 1939, a few months before the outbreak of war, when he made a brief business trip to Berlin, he was arrested by the Gestapo. On September 13, 1939 he was sent to the Sachsenhausen concentration camp amidst a transport of approximately nine hundred Jews. All of his effects, documents, scores, and choral pedagogy manuscripts were destroyed. The building in which Rosenberg lived and where he had left his belongings was burned to the ground.
In Sachsenhausen, Rosenberg formed a four-part choir comprised of twenty-five or thirty Jewish male inmates. Of course, the choir's existence had to be kept secret from the camp guards. Rehearsals took place in Block 39 because its overseer was sympathetic enough to look the other way. Over three hundred people attended the first performance in the sleeping quarters of Block 39. According to an eyewitness who survived, the concert was magnificent, deeply moving and very risky. Jewish men were being murdered in pogroms, drafted for twenty-five year stints into the Czar's army, and escaping Russia through emigration.
Notice that the choice of profession in each verse is constrained by the rhyme scheme. In the first verse the object of commerce is layn (flax), in order to rhyme with nayn (nine). In the second verse the item is frakht (freight or cargo) to rhyme with akht (eight), and so on. There are, of course, other considerations. First, the professions listed are those in which Jews were allowed. There are no policemen or politicians in the list. And secondly, the professions at the very end of the song assume a macabre twist. In the next to the last verse the two brothers 5 There is a huge repertoire of music composed as a response to the Holocaust, including many works which were contrafacted from well-known folk-and popular songs. See Flam, Gila. In the final verse, the narrator of the song explains his own fate in words which reveal yet another dimension of the disappearing Jew: he leaves the community by marrying out of the faith. Coopersmith has retained the basic form and rhyme scheme (abcb) of the original, but changed the names and instruments in each refrain, allowing the children greater opportunity for dramatization. The song is shortened by having two brothers die at once between brothers eight and six, and three at once between five and two. Despite his own reference to the "disdained professions" in which the Jews were forced to work, despite the recurrence of death in each refrain, Coopersmith has created a cheerful song. The "oy yoy yoy" chorus has been transformed to "Diddle daddle dee, Fiddle faddle fee," expanding on the Yidl-Fidl rhyme of the original. "Play me a little song in the middle of the street" has been altered to the more upbeat, "Let joy abound and song resound;/ Be merry as can be!" Coopersmith even indulges 11 Z. Kisselgof, ed., Lider-Zamelbuch (Berlin: Juwal, 1917 in some American slang in the fourth refrain: "Oh, play some jolly jive," and implied profanity in the final refrain: "Now gather all around me;/ And give me your farewell./ For writing such a poem/ I'll surely go to …!".
Eyn bruder bin ikh mir,

Yidl Mitn Fidl
In The title of the show is taken from the refrain of our old folksong. In fact, the plot revolves around the adventures of the two itinerant musicians, Aryeh the bass player and his daughter, a violinist, played by the popular actress Molly Picon. The latter has to dress as a young man, since it was too dangerous for an attractive single woman to be on the road.
The title song is an astonishingly light-hearted parody of the somber Russian folksong. The verses are completely new. The focus is on the joys of being a carefree traveling musician.
There is no reference whatsoever to the dying brothers. 15 The only factor that ties the two songs together is the refrain. The fiddler and bassist are there, but with new names. The name
Yidl was chosen not only for its ability to rhyme with fidl; in Yiddish, Yidl means "little Jew,"
and, as such, represents an "Everyman" figure The music is by Abe Ellstein (1907 Ellstein ( -1963 , a popular and prolific composer of music for both the Yiddish stage and the synagogue. His setting matches the up-beat sentiment of the lyrics.
15 By the end of the movie, all the klezmorim have, one by one, abandoned the tradition. The movie might well be construed as a metaphorical ode to the death of klezmer.
Joshua Jacobson
Tsen Brider p. 7
The melodic line of the refrain follows the contour of the refrain in the folksong, but travels in lanes that are far richer in both melody and (implied) harmony. singing, Jews were kicked, beaten up. Never again did I see the composer of 'Jüdischer Todessang.' In the last moment I managed to jump out through a window. Another inmate at Sachsenhausen, Edward Janiuk, recalled:
I met this composer while carrying bricks. He was slim, with an ascetic and always concentrated face and restless hands. I often imagined they were playing something.
His hands were long, so were the fingers. The eyes were expressive, very dark, almost black. He spoke calmly, with a melodic voice. wir ins Gas' ('we are being taken to the gas chambers').
27 Kulisiewicz, p. 1839. 28 Kulisiewicz, p. 1839. 29 The reference is to the orchestras of inmates who were forced to play at the entrance of the concentration camps. Their music might be soothing, to allay the fears of the new arivals, or rousing, to inspire the slave laborers The palms dangle lifelessly, as if they belonged to a body carried on someone's back.
Then, like an echo, the first motif returns: 'Zehn Brüder waren wir gewesen...'. Facing the wall all this time, the choir does not respond anymore 'haben wir gehandelt mit
Wein' ('we traded with wine'), but accuses: 'wir haben keinem weh getan' ('we haven't harmed anybody').
Tsen Brider p. 13
The final vocables of the falsettos [li-lai] are the carefree voices of children playing, perhaps skipping rope. The choir, hitherto still, begins increasingly lively dance movements.
30
Rosenberg's lyrics are very similar to those of the folksong, but the differences are telling and, in some cases, chilling. In the refrain, the names are now Yidl and Moyshe. The word that rhymes with bas is again gas, but this time not gas, a street, but gas, the gas chamber. While the effect of the word is startling to anyone who hears it, how much more meaningful must it have been for those who knew the original folksong and understood the transformation from gas, a street, to gas, the gas chamber. In the concluding refrain, the phrases "last little song"
and "they're taking me, too, to the gas" are Rosenberg's personalization of the text to his own situation.
Rosenberg shortened the song from ten to two verses. Perhaps the prisoners knew that their time was limited. The most striking change in the verses can be seen at the end of the second Remember what Amalek did to you on the road, when you were leaving Egypt; how, undeterred by fear of God, they surprised you on your march, when you were famished and weary, and they cut down all the stragglers at your rear. Therefore, when the Lord your God grants you safety from all your enemies that surround you, in the land which the Lord your God is giving you as a hereditary portion, you shall blot out the very memory of Amalek from under heaven. Do not forget! Rosenberg has also added several new elements that are not to be found in any previous versions of the folksong. At the end there is a brief coda: a tearful couplet that serves as a final appeal on the basis of their obvious innocence, " We were ten brothers./We never hurt anyone!" Also evident in this song is Rosenberg's modernist penchant for the use of non-30 Kulisiewicz, pp. 1840-1842.
